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A Night on Bald Mountain Modest Mussorgsky 
(1839-1881) 
Oration 
La Mer 
Andres Diaz, cello 
-Intermission-
I. De l'aube a midi sur la mer 
II. Jeux de vagues 
Ill. Dialogue du vent et de la mer 
Frank Bridge 
(1879-1941) 
Claude Debussy 
(1862-1918) 
PROGRAM NOTES 
Modest Mussorgsky 
A Night on Bnld Mo1111tai11 
The journey from the inception of this work to the performance we hear 
tonight is one full of precipitous twists and engaging circumstances dominated by 
Mussorgsky's ongoing preoccupation with the theme of witchcraft-a common theme 
among many figures of nineteenth-century music. The first suggestion of a musical 
treatment of witches can be dated to Christmas Day of 1858, when Mussorgsky and 
several friends planned a libretto for an opera based on Nikolai Gogol's story, St . 
John 's Eve. The story involves two young peasants caught in the midst of a witch's 
coven engaged in devil worship on the Eve of the Feast of St. John. That plan 
dissolved, but within a year Mussorgsky reported to his mentor, Balakirev, that he 
was working on setting a libretto by Goergy Mengden called The Witch . One act was 
"to take place on Bare Mountain ... a witches' sabbath, separate episodes of 
sorcerers, a solemn march for all this nastiness, a finale .... I already have some 
rr · ··al for it: it may turn out be be a very good thing." 
Six years passed and Mussorgsky still had not brought his plan to musical 
realization. A performance in 1867 of Liszt's Totentanze by his former piano teacher, 
Anton Herke, served as the catalyst for Mussorgsky to address this idea - but now 
in a symphonic manner. In a letter to Balakirev, Mussorgsky indicated difficulties 
with the 'details of the devil': "the cortege of Satan doesn't satisfy me yet." A book 
published that same year, Witchcrnft nnd Mysterious Phenomenn of Modern Times, by 
Matvei Khotinsky, served as an important research tool and provided Mussorgsky 
with particulars regarding the ritual of the Black Mass. Within two months he 
announced the completion of "St. John's Night on Bnre Mountnin" to Rimsky-
Korsakov and Alexander Nikolsky. 
Unfortunately, Balakirev treated the work contemptuously, devastating the 
younger composer who immediately set to revising the composition. Balakirev's 
rejection especially rankled Mussorgsky because of his growing self-confidence. 
Proud of his new-found independence from the German school, Mussorgsky declared, 
, "I see in my sinful pranks an original Russian production: not deriving from German 
profundity but ... springing from our native fields and nourished with Russian 
bread." 
The next mention of the piece occurred nearly five years later in a letter from 
Mussorgsky to Vladimir Stasov. In 1872, Mussorgsky retooled the orchestral 
version into a choral piece for a collectively composed opera entitled Minda, but, 
unfortunately, the various composers never saw the project to completion. Another 
five years passed, and Mussorgsky endeavored to "resuscitate his beloved score" (to 
quote Richard Taruskin), this tiine by incorporating it into the "Intermezzo" of a new 
opera, Sorochintsy Fair, yet another project he failed to complete. Sadly, Mussorgsky 
never heard any version of his piece performed. After his friend's death, Nicolai 
Rimsky-Korsakov reworked Night 011 Bnld Mountain , most noticeably altering the 
original structure and the orchestration. This became the accepted version, performed 
internationally as the unquestioned work for nearly a century. Mussorgsky's 
original (first) version was not published until 1968, and in 1980 the Boston 
University Symphony Orchestra under the baton of Professor Joel Sheveloff treated 
t' dience to one of the first public performances of Mussorgsky's 1867 version. 
Night on Bnld Mountnin proved to be one of Mussorgsky's most radical 
stylistic experiments. The next generation of composers inherited a treasury of new 
sound combinations: whole tone material, modal scales and mixed scales - all used 
in a realistic representation of a non-musical idea. Russian music traveled westward, 
and Debussy closely analyzed Mussorgsky's turn from functional harmony toward 
coloristic progressions and his abandonment of traditional symphonic forms in favor 
of continuing variation. The result of this study was Debussy's first break in 
personal style, Ln Mer. 
Mussorgsky's description of the highlights of Night on Bald Mountain 
supplies us with a vivid scenario: 
I. "Assembly of the witches, their chatter and gossip. The plan and form of the 
composition is rather original., The introduction is in two series (the 
assembly of the witches); then a D minor theme with a slight development 
(the gossip) ... " 
II. " ... The Cortege of Satan in B-Jlat 111ajor. (I cunningly avoided the 111arch 
cliches of (Liszt's) Hungaria; the cortege theme without development is 
concluded with a che111ical gamma (whole-tone scale)." 
Ill. "Black Mass" or "1111holy glorification of Satan." After this B minor 
(glorification) in Russian style with development, a transition to the 
sabbat.." " ... in the general development... Many new things have been 
done ... These are tlze witches glorifying Satan-as you can see, stark 11ak1 
barbarous and filthy ." 
IV. "The Sabbath." " .. . and finally tlze sabbat also in Russian style witlz 
variations." "At the close of the sabbat the chemical gamma and the figures 
from the introduction .. . break in, which produces a pretty good impression. 
Frank Bridge 
Oration 
The concert-going public knows the name of Frank Bridge mainly through his 
association with Benjamin Britten and the panegyric written from student to teacher, 
Variations on a Theme by Frank Bridge. However, the music of this versatile English 
composer warrants recognition on its own terms and accordingly, has received greater 
attention in the past twenty years. 
Bridge began his musical career at the Royal College of Music as a violin 
student, where he also studied composition with Charles Villiers Stanford. 
Stanford's impressive class of students included Gustav Holst, Herbert Howells, John 
Ireland, and Vaughan Williams, among others, and Stanford centered his tutelage on 
the conservative nineteenth-century Germanic tradition. Upon leaving college, Bridge 
worked as a violinist but soon switched to the viola. While playing with the English 
String Quartet, Bridge had the occasion to perform in a piano quintet with Faure and 
also under the baton of Ravel. 
An important choice affecting Bridge's structural principles throughout his 
life's work resulted from pieces written for a series of chamber music competitions 
organized by Walter Wilson Cobett in the first decade of the twentieth century. The 
premise of the competitions was to recapture the 'golden age' of Elizabethan and 
Jacobean chamber music. Specifically, Cobbett stipulated that works submitted for 
this competition must be written in the form of the once-revered 'fantasy.' Bridge 
molded his three entries over the course of ten years around the principle of arch-
shaped structure. To achieve the desired effect of long-range unity, Bridge 
experimented with the thematic interconnection of material consisting of differing ~ 
moods and textures. 
As Bridge honed his compositional skills, he concurrently developed a solid 
reputation as an apt 'deputy' conductor. The Berkshire Chamber Music Festival, 
under the patronage of Elizabeth Sprague Coolidge, accepted his String Quartet No. 1 
for performance in the Festival of 1920. Bridge and his wife traveled to the United 
States to attend the 1923 Festival and then embarked on a successful three-month long 
conducting tour of the States. Over time, Mrs. Coolidge and the Bridges became close 
friends . The American matron became one of the composer's chief advocates and 
supported him with a generous allowance for the rest of his life. 
Bridge's students marveled at his attention to detail and his demand for 
skilled craftsmanship, traits greatly evident in his own compositions. By the 1920s, 
however, Bridge broke with the constraints of Stanford 's conservative teachings and 
increasingly experimented with the compositional techniques of Berg and other 
members of the Second Viennese School. Soon Bridge was regularly incorporating 
dissonant expressionist elements into his music, while remaining ever mindful of his 
Gallic sensibilities. Unfortunately for Bridge, the critical press deemed British 
composers who followed the Franco-Russian path of Stravinsky and Ravel more 
accessible than Bridge. 
Bridge combined this expressionist harmonic language, his Gallic heritage 
and his preference for the arch structure in what many consider his masterpiece, into 
his final fantasy, Oration. The musical source for much of Bridge's flexible motivic 
development lies in the depths of the expansive introduction, especially in the solo 
statement by the cello and the ensuing contrasting tutti processional. Throughout 
(' n Bridge amplifies the contrast typifying a concerto, but often, in unexpected 
v. , Bridge's biographer, Anthony Payne, has called this work a "funeral address 
over the loss of the 1914 -1918 war, (which] contrasts a deep personal grief with 
occasional grandeur and images of war." Bridge underpins the development section 
with both a sense of grandeur - and a nod to the ridiculous - as the march section 
advances over the timpani's pedal. At the recapitulation, the solo cello line leads to a 
powerfully contrapuntal orchestral statement. True to arch form, the two subjects are 
presented in reverse order in the recapitulation and are followed by the return of the 
introductory processional. However, Bridge unnerves us with a false close and then 
attaches a particularly mournful epilogue. 
The BBC Orchestra premiered Oration in 1936 with the young Florence 
Hooten playing the difficult cello solos and Bridge conducting. For the first time since 
his Cello Sonata of 1917, all of the reviews were complimentary, including the one 
written by the irascible critic, Ernest Newman: "It is evident that the work comes 
from a fine mind, that its departures from the current obvious are not mere pose or 
, centricity, but the natural expression of a personal way of thinking." 
Claude Debussy 
· La Mer 
As we near the centennial mark of the Parisian debut of La Mer in 1905, the 
orchestral works of Claude Debussy continue to influence composers and astonish 
audiences. With La Mer, Debussy solidified his rejection of French traditionalism, 
leaving the mannerisms of impressionistic details (utilized so brilliantly in the 
suggestive narrative of Prelude to the Afternoon of a Faun) to explore the evocative 
possibilities of motivic evolution in long-range lines. The fans of his 
"impressionistic" opera, Pelleas and Melisande, were shocked; Debussy had radically 
altered his palette in this uninhibited new work, denying the 'suggestive' and instead, 
empowering raw emotion. In La Mer Debussy broke with the harmonic language of 
his predecessor, (including himself) by abandoning the notions of chord progression, 
tonal hierarchies and cadential function, yet avoided the atonal territory soon to be 
explored by Schoenberg. 
Debussy composed La Mer during a most turbulent period of his life. The 
c tion of his marriage to Lily Texier and the beginning of his relationship with 
Emma Bardac created volatile fodder for sensationalist reporting in the Parisian 
newspapers. Highly sensitive to the frequent criticisms of his life and work, Debussy 
reacted by creating perhaps the most personal of all of his works, La Mer - a piece in 
which he fused the tensions of his private life with his long-term love of the sea. 
In contrast to the suggestive imagery of his titles, Debussy renounced 
programmatic music, promoting instead the concept that music evoked emotions 
representative of events. Analytical program notes were anathema to him. At one 
point he claimed that these proved most useful when folded up and placed in the 
pocket of the listener! Despite Debussy's proclamations, Charles Malherbe, who 
wrote the program notes for the second run of performances in 1908, said, "in this 
great spectacle of the sea, by tum caressing and furious, the symbol of life, in this 
splendour of waves that surge and of winds that roar, the composer has endeavoured 
to take down the voice of the ocean." He continued, naming the theme intoned by the 
wind instruments towards the end of De /'aube a midi sur la mer "the chorale of the 
depths." Debussy praised Malherbe's perceptiveness to the extreme (despite the 
modest narrative the annotator had applied to the three movements: "the sea 
awakening, the awakened sea at play, and the wild sea.") (Simon Trieste) 
In matters of form, Debussy expressed vehement irritation with the academic 
fundamentals of symphonic architecture, but he also did not embrace the Lisztian 
symphonic poem as the best model for large orchestral works. Instead, his choice of 
sectionalizing the piece as three 'symphonic sketches' reflects a course which 
occasionally borrows from both formal genres. The slow introduction leading to f ' 
faster section and the superficial tonal scheme of De l'aube a midi sur la mer portenu.~ 
a nineteenth-century symphonic form. However, rather than developing existing 
material, Debussy continues to present new arguments, to the extent of introducing a 
new motive in the coda suggestive of the rising midday sun, thus extending the 
principle of 'continual exposition' through to the very last moment of the sketch. In 
addition, Debussy affirms the French traditionalist symphonic model of Franck and 
D'Indy with the introduction of a chorale, which he recalls in the last sketch. 
f eux de vagues recalls a scherzo in character and title, but otherwise defies 
schematic classification. It is perhaps best heard as a coherent flow of short moments 
merging from one into the next. In the opening of the movement, Debussy travels from 
tense dissonance that is, in turn, superceded by a succession of major triads. ' 
Dialogue du vent et la mer nods to the lyricism of the Russian school (notably 
that of Tchaikovsky and Mussorgsky) and intimates a traditional finale rondo form. 
However, Debussy's cyclical implementation of the chorale clearly borrows from the 
Lisztian genre of symphonic poem. Debussy moves through the various sections of the 
sketch manipulating subtle transformations of the two opposing musical forces of the 
"dialogue": the chaotic rhythmically oriented idea and the lyrical melody. This 
sketch culminates in a suspenseful battle between 'wind and water,' an inducement of 
Edgar Allen Poe's symbolist stories, and more specifically, a transfer from the opera 
on which Debussy was concurrently working - The Devil in the Belfry. 
Harmony, rhythmic and motivic elements interwoven across the three 
movements bind these three sketches, although each nearly bursts with its particular 
abundance and diversity of motivic content, an apparent manifestation of the richness 
of the sea. Debussy explained his need to write 'water music' as follows: "the sound 
of the sea, the outline of a horizon, the wind in the leaves, the cry of a bird - these set 
off complex impressions in us. And suddenly, without the consent of anyone on this 
earth, one of these memories bursts forth, expressing itself in the language of music. It 
carries its own harmony within itself." 
-Karen Ruyman 
MEET THE SOLOIST 
Andres Diaz is an awardee of the prestigious 1998 A very Fisher Career 
Grant as well as a generous grant from the Susan W. Rose Fund for Music. Since 
winning the First Prize in the 1986 Naumburg International Cello Competition, Mr. 
Dfaz has exhilarated both critics and audiences with his intense and charismatic 
performances. He has earned exceptional reviews for his "strongly personal 
interpretive vision" (The New York Times) and his "bold and imaginative" playing 
(The Boston Globe). · 
Andres Diaz's numerous orchestral appearances have included return 
engagements with the Atlanta Symphony under the late conductor Robert Shaw; 
performances with the American Symphony at Carnegie Hall; the symphony 
orchestras of Milwaukee, Rochester, Seattle, Victoria, B.C., under Christopher 
Seaman; the Boston Pops and Esplanade Orchestras; the Chicago Symphony at 
Ravinia Festival with Edo de Waart conducting; and the National Symphony 
Orchestra. Among the highlights of Mr. Diaz's recent seasons are tours of Canada, 
Hawaii, Hong Kong, Japan, Korea, and Taiwan performing in recital and with 
orchestra; appearances in Argentina, Chile, the Dominican Republic, Venezuela; a 
serious of concerts in the Soviet Union where he performed as soloist with Russia 's 
Saratov Symphony in the cities of Saratov and Moscow; and a tour of the major cities 
in New Zealand with the New Zealand Chamber Orchestra. 
The young virtuoso is a sought-after recitalist and made his Alice Tully Hall 
derpt in 1987 after winning the Naumburg International Cello Competition. He 
rE d critical praise for his second appearance at Lincoln Center's Alice Tully 
Ha.) 1989 when The New York Times remarked that his musical views "always 
seemed deeply considered rather than superficial or manufactured." His recital 
appearances have included the Ambassador Auditorium in Pasadena; the Library of 
Congress in Washington, D.C., Jordan Hall and the Gardner Museum in Boston; and 
the highly regarded San Francisco Performance Series. 
Andres Diaz frequently performed with the late pianist Samuel Sanders. 
The Diaz/Sanders duo performed at Atlanta's Spivey Hall, Carnegie Hall's Weill 
Recital Hall, Merkin Hall in New York, the Philadelphia Arts Museum, and other 
venues across the U. S. and abroad. They appeared in Colorado Springs, Detroit, Los 
Angeles, San Francisco, and Japan. Among other renowned pianists with whom Mr. 
Diaz has collaborated are Mischa Dichter, Margo Garrett, Richard Goode, Judith 
Gordon, and Anne-Marie McDermott. 
In 1994 Mr. Dfaz performed Leon Kirchner's Music for Cello and Orchestra 
, with the National Symphony Orchestra at the Kennedy Center conducted by James 
Paul where the work received the First Prize Friedham Award. Earlier, he premiered 
the same piece in Boston with the composer conducting. Mr. Diaz premiered Thomas 
'Oboe Lee's Cello Concerto which was expressly written for him and performed with 
the Boston Civic Symphony. 
Andres Diaz's debut solo recording on MusicMasters of works by Manuel 
de Falla and Robert Schumann with pianist Samuel Sanders was acclaimed by The 
Boston Globe as "Strong and subtle; everything Diaz does has personality and, better 
than that, character." On the Dorian label, the two artists have also released 
Brahms's Sonata for Piano and Cello; Russian Romantics, a compilation of short 
Russian works; and most recently American Visions, featuring works of Barber, 
Bernstein, and Foote. Mr. Diaz's current orchestral solo release (also on the Dorian 
label) features the Villa-Lobos Cello Concerto No. 2 with the Simon Bolivar 
Symphony Orchestra and conductor Enrique Diemecke. This recording won a 1996 
Allegro Music Award for Best Orchestral Release. 
Mr. Diaz's summer festival appearances (including frequent return 
enr-- ..,.ements) include the Bravo! Colorado, La Jolla, Marlboro, Ravinia, Santa Fe, 
s, ~a, Spoleto, and Tanglewood festivals. His appearances at Tanglewood 
ean ea him the Pierre Mayer Memorial Award for Outstanding String Player. He has 
toured nationally with the Santa Fe and Spoleto festivals. Other festival 
appearances include the Cape & Islands, Musicorda (MA), Rockport (MA) Steamboat 
(Steamboat Springs, CO) and Victoria (B.C.) festivals. 
Andres Diaz is very active with the Diaz String Trio, featuring violinist 
Andres Cardenes and violist Roberto Dfaz. Together they have performed in the 
cities of Boston, Los Angeles, Miami, Pittsburgh, Washington; at the Kuhmo Festival 
in Finland and the International Festival of St. Cypriene in France; and they have 
toured extensively in South America and Mexico. The trio was invited by Isaac Stern 
to play at Carnegie Hall's Centennial Celebration, and from 1994-96 it served as Trio 
in Residence at the Florida International University. The trio has released its first 
recording featuring the music of Paganini on the Dorian label. 
Andres Dfaz was born in Santiago, Chile in 1964, and began studying the 
cello at the ago of five. Three years later, he moved to Atlanta, Georgia, and studied 
at the Georgia Academy of Music with Martha Gerchefski. Mr. Dfaz graduated from 
the New England Conservatory where he worked with Laurence Lesser and Colin 
Carr, and currently plays an active role in chamber music performances with the 
Conservatory's faculty . He served for five years as Associate Professor of Cello at 
the Boston University and Co-Director of the Boston University Tanglewood 
Institute Quartet Program, resigning in 2001. Mr. Dfaz lives in a suburb of Boston 
with his wife, Julie, and son Manny. He plays a 1698 Matteo Goffriller Cello and a 
bow made by his father, Manuel Dfaz. 
MEET THE CONDUCTORS 
Professor of Music at the Boston University School for the Arts, David 
Hoose is Director of Orchestral Activities and Conductor of the Boston University 
Symphony Orchestra. Mr. Hoose is also music director of three distinguished 
organizations: the Cantata Singers & Ensemble and Collage New Music (both of 
Boston), and the Tallahassee Symphony Orchestra. He has appeared as guest 
conductor of the Boston Symphony Chamber Players, Handel & Haydn Society, the 
June Opera Festival of New Jersey, Korean Broadcasting System Symphony Orchestra 
(KBS}, Orchestra Regionale Toscana (Italy), Saint Louis Symphony Orchestra, 
Singapore Symphony Orchestra and the Utah Symphony Orchestra. Mr. Hoose has 
conducted the American-Soviet Festival Orchestra (all of Boston), Back Bay Chorale, 
Chorus Pro Musica, Emmanuel Chamber Orchestra and Pro Arte Chamber Orchestra 
as well as the Ann Arbor Symphony, Cayuga Chamber Orchestra, the New 
Hampshire, Warebrook, Quad City Symphony, and Tanglewood Music Festivals. He 
has also been a guest conductor at the Eastman School of Music, the Shepherd School 
of Music at Rice University, the University of Southern California School of Music, 
and the New England Conservatory. 
Mr. Hoose has been a recipient of the ASCAP Chorus America Award for 
Adventuresome Programming (with the Cantata Singers & Ensemble}, has been 
recognized as Musician of the Year by the Boston Globe, and has been a recipient, as a 
member of the Emmanuel Wind Quintet, of the Walter Naumburg Award for Chamber 
Music. As a fellowship conducting student at the Tanglewood Music Center, he was 
recipient of the Dmitri Mitropoulos Award. Mr. Hoose's recordings appear on the 
Koch, Nonesuch, Delos, CRI, GunMar, and New World labels. 
Akiko Fujimoto is currently a candidate for the Master of Music degree at 
Boston University, where she studies orchestral conducting with David Hoose. Born 
in Chiba, Japan, Ms. Fujimoto immigrated to California with her family in 1989. 
While in the United States, she continued studying piano, trombone and voice, earning 
a Bachelor of Arts degree in Music and Psychology from Stanford University, and.,_., 
Master of Music degree in Choral Conducting from the Eastman School of Music. 
Fujimoto has served as Music Director of the Stanford Summer Chorus and Sinfonia; 
as guest conductor of the New Eastman Symphony; and as assistant conductor to 
the University of Rochester Chamber Orchestra. Apart from her present studies at 
Boston University, she is Assistant Conductor of the Harvard-Radcliffe Collegium 
Musicum, a position she has held since the fall of 1999. 
Ms. Fujimoto was one of four finalists in the conducting competition of the 
1997 American Choral Directors Association National Convention in San Diego. She 
was also selected as a participant-conductor to study and perform under the guidance 
of Helmuth Rilling at the Oregon Bach Festival last summer. 
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Helen J. Steineker 
1,000 + co11tbmed 
Carl H. Stiehl 
Phoenix Symphony Guild 
Mrs. Anne Marie Soulliere 
TJX Foundation 
ll>e Gilbert P. and Martha A.D. Verbit 
Foundation 
Bob and Anne Woolf Charitable Foundation 
in memory of Dr. Alan Mark Roberts 
500 + 
Alexander Bernstein 
Phyllis Curtin 
Susan Grausman 
l'TP Travel Management Group 
11le Halcyon Foundation 
Valerie A. Hyman 
ILC Industries Foundation, Inc 
Ann Howard Jones 
Mrs. Anne D. King 
Ms. Rebecca Korn 
Mr. Steven W. Lewis 
Turi and Bruce Mac:Combie 
Estate of John E. Moran 
Osia Charitable and Educational Trust 
Beatrice S. Rose 
Mr. Ronald G. Simpson 
Catherine L. Stein 
Mr. and Mrs. Mose Stewart III 
Dr. Rosa Stolz 
Carolyn Stocssinger 
Union Oyster House, Inc. 
Young Musicians Foundation 
250 + 
Estate of Conslantin Alajalov 
Allen Organ Company 
Beth S. Chen Buslow 
Ors. John and Harriet Carey 
Ms. Anne Germanacos 
Nomi P. Ghez Foundation 
Ms. Mary T. Newport 
Concert Society of West Stockbridge 
Custom Transportation Services, Inc. 
Edna L. Davis 
Trinity Church 
Joy L. Derry 
Ann B. Dickson 
East Cambridge Piano 
Mr. William E. Earle 
Carolyn B. Fowels 
James P. Galas, PhD 
Nancy Marsh Hartman 
Mr. J. L. Horner 
Mrs. Marian Kent 
Kirkland Construction Co. 
Herbert F. Levy 
Mr. and Mrs. James L. Loeb 
Merle Louise Mather 
Rayburn Musical Instrument Co. 
Charles Stakely Jr. 
Ella Reiss Urdang 
Waste Solutions, Inc. 
·ibutors to the Music Programs belong to a special gro11p of people responsible for the support oj 
tional activities, events, programs, performances and many other departmental needs. 
You can help support these talented yo11ng artists by joining the Friends of Music at the Schoo/for th1 
Arts. For information, please contact Jennifer Shepard, Director of Development, Boston University 
School for the Arts, 855 Commonwealth Avenue, Boston, MA 02215 or call 617 /353-7293. 
Boston University School for the Arts 
Phyllis Hoffman 
Director, Music Divisiou 
Fnculty 
Laura Ahl beck oboe 
Mark J\liapoulios voice 
Martin Amlin tlieory & comp. 
Steve Ansell violn 
Theodore Antoniou tlieory & comp. 
Sarah Arneson voice 
Edwin Barker stri11g bnss 
Ronald Barron trombone 
Penelope Bitzas voice 
Whitman Brown tlieory & comp. 
Claudia Catania voice 
Lynn Chang violi11 
Peter Chapman trrm1pet 
James David Christie orgnn 
lseut Chuat cello 
Peter Clementeguitnr 
Maria Clodes-Jaguaribe pin110 
Richard Cornell tlieory & comp. 
Phyllis Curtin voice 
Sharon Daniels voice 
John Daverio musicology 
Anthony di Bonaventura pinno 
Andres Diaz cello 
Joy Douglass music educnlio11 
Willem Dragstra f/1eory & comp. 
Doriot Anthony Dwyer flute 
Jules Eskin cello 
Terry Everson trumpet 
John Faieta trombo11e 
Richard Flanagan percussio11 
Joseph Foley trumpet 
Lukas Foss tl1eory & comp. 
Charles Fussell theory & comp. 
Marianne Gedigianflute 
Tim Genis perc11ssio11 
Ralph Gomberg oboe 
John Goodman tlieory & comp. 
Ian Greitzer clnrinet 
Tong-11 Han pin no 
Toby Hanks tubn 
John Harbison tlieory & comp. 
Ronald Haroutunian bnssoo11 
Scott Hartman tro,nbo11e 
Samuel Headrick f/1eon; & comp. 
Gregg Henegar bnssoo11 
Raphael Hillyer violn 
William Hite voice 
Phyllis Hoffman voice 
David Hoose orc/1estrnl co11ducti11g 
Roland Jaeckel collnborntive pin110 
General Information: 
Public Re(ations Office: 
Development Office: 
Alumni Relations Office: 
SFA Events Information : 
Linda Jiorle-Nagy pin110 
Ann Howard Jones 
c/10rnl condncti11g 
Daniel Katzen l10rn 
Bayla Keyes violin 
Shiela Kibbe collnborntive pin110 
Mark Kroll linrpsichord 
Christopher Krueger bnroque flute 
Michelle Lacourse violn 
Lynn Larsen /Jorn 
Lucile Lawrence linrp 
Ludmilla Leibman f/1eory & comp. 
Joanna Levy voice 
Charles A. Lewis Jr. trumpet 
Carol Lieberman bnroq11e violin 
Lucia Lin tiioli11 
Malcolm Lowe violi11 
William Lumpkin opern 
Bruce MacCombie tl1eory & comp. 
Richard Mackey l1orn 
Marya Martin flute 
Thomas Martin c/nrinet 
David Martins wi11d ensemble 
Dana Mazurkevich violi11 
Yuri Mazurkevich violin 
Joy Mcintyre voice 
Richard Menaul l1orn 
Robert Merfeld collnborntive pinno 
Marjorie Merryman tl1eory & comp. 
Horia Mihail pin110 
Ikuko Mizuno violi11 
Michael Monaghan snxopho11e 
George Neikrug cello 
Craig Nordstrom c/nri11et 
James Orleans stri11g bnss 
Susan Ormont voice 
Anthony Palmer music educn tio11 
Konstantinos Papadakis pin110 
Leslie Parnas cello 
Richard Ranti bnssoo11 
Michael Reynolds cello 
Alice Robbins violn dn gnmbn 
Thomas Rolfs trumpet 
Matthew Ruggiero bnssoo11 
Eric Ruske l1orn 
Chester Schmitz tubn 
Amy Schneider voice 
Todd Seeber stri11g bnss 
Elizabeth Seitz musicology 
William Sharp voice 
Robert Sheena oboe & E11glisl1 l10rn 
Joel Sheveloff musicology 
Ethan Sloane c/nri11et 
Craig Smith c/1ornl co11ducti11g 
James Sommerville /Jorn 
John Stovall stri11g bnss 
Tison Street tl1emy & comp. 
Richard Svoboda bnssoo11 
Roman Totenberg violi11 
John Tyson recorder 
Lisa Urkevich musicology 
Charles Villarrubia t11bn 
Allison VoU1 opern 
Julian Wachner orgn11 
Jay Wadenpfuhl /1orn 
Gerald Weale f/ieory & comp. 
Lawrence Wolfe stri11g bnss 
Joseph Wright music educntio11 
Douglas Yeo bnss trombo11e 
Jeremy Yudkin musicology 
Michael Zaretsky viola 
Peter Zazofsky vio/i11 
Jacques Zoon flute 
Admi11istrntio11 
Walt Meissner 
Acti11g Den11 
Roger Meeker 
Co-Director, nd i11terim, 
Tlientre Arts Divisio11 
EveMuson 
Co-Director, nd iuterim, 
Tl1eatre Arts Divisio11 
Alston Purvis 
Director, nd interim, 
Visual Arts Divisio11 
Patricia Mitro 
Assistn11t Den11, 
E11rollme11 t Services 
Karla Cinquanta 
Alum11i Officer 
Jennifer Shepard 
Director of Developme11t 
Advisory Bonrd 
Jason Alexander 
Saul B. Cohen 
Edwin G. Fischer 
Judith M. Flynn 
Nancy Reis Joaquim 
Esther B. Kahn 
Michael Melody 
Stephen M. Mindich 
Ronald Sampson 
Anne-Marie Soulliere 
Ralph Verni 
(617) 353-3350 
(617) 353-3345 
( 617) 353-3345 
(617) 353-3345 
(617) 353-3349 
